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Ihtt  iwrp0M  of  this  th«8l8  vas  to  n^lorw  the  a««h  publicised  trend 
of  •  reevrgenoe  of  iiit«rMrt  In  the  figure  in  painting  and  to  make  a  study 
U  detagwtaa  te  liiat  eaetent  the  tXgan  vaa  and  la  a  vital  part  of  painting* 
fhe  Interest  in  this  occurred  in  vftrious  approaohes  on  the  pai^  of  the 
painter  in  8ttenptli«  to  reconcile  the  himm  fSgore  to  the  picture  ptUne 
ml  the  r«a.atloiuhip  of  one  to  t^e  other. 

She  figure  has  bean  painted  realistically.  symtaoIicaUy*  aelanitlfleaUy« 
dlstortedly  and  eaqpreealT«giy.    In  all  these  approafOhea,  It  «as  tomA  that 
the  figure  renalaad  a  doiOaaat  elaBent  In  aan*s  atterapt  to  uwiiiii rate  his 
faiili«e  mA  deslrea*    since  the  oritios  have  been  telling  the  voild  that 
the  artist  haa  retilatoed  the  figure  as  a  haslo  motif  for  paintlagt  it  seaneA 
desirable  that  the  role  of  the  figurative  iMge*  in  this  ease  spseifleally, 
the  htaian  figure,  he  exanlnad. 

It  «ts  easier  to  reaoh  m  atiiereness  of  h<nr  jyg^rtaa^  the  figure  «as 
aid  la  if  an  att«ipt  waa  nade  to  categorise  the  variotta  approaahee  In  aene 
AMaar.    Hie  eategarles  set  up  far  this  pn^Am  waret     the  symbolic  figure, 
the  solentlfle  figure*  the  figure  vlth  eooiai  aignifloance*  the  figure  of 
design,  the  figure  In  Snpresslsalsnt  «oi  the  figure  of  indivldualisB*    It 
ma  ibond  that  dlvidlag  nany  of  the  eheaan  palntera  into  one  of  these  classi* 
fiaatlons  in  a  rigid  aanair  ma  inpoaslkA.e»    Indeed  this  beoane  a  vital 
padyat  in  the  thesla*    It  atrengthenad  the  oontention  ^at  the  appraaahea 
•f  the  figure,  evm  on  the  part  of  one  ^leolflc  painter  mira  ao  varied  that 
it  added  to  the  evldmee  of  the  vital  role  that  the  figure  has  played,    ^la 
then  enphaalaed  Uie  dlveraifled  effect  on  the  human  figure  in  painting. 

Another  oontention  ea^rmaed  in  this  thesis,  was  that  arran  thou^  the 


ftgnr*  lum  bMn  vumkI  in  nanjr  diffiriab  vigrs*  th«r<i  ara  a  ntnlMnr  of  iNdjat«r« 
«ho  ehoas  a  alallar  AMwai^  and  a  a^teilar  aiifMrM**  S«m  of  thaaa  aiiailar* 
itiea  hava  toaan  polntad  out* 

Ihia  tbaala  than*  was  not  an  attempt  W  nwaaaiit  a  hlatorloal  aaaay  cm 
pidxritiag,  tat  rsUiir  m  ifttamvt  to  diaoovar  utA  rola  tha  flgara  kaa  pligrad 
in  painting  lai  liMtliar  Ita  uaa  la  WMra  pravalant  at  thia  tiauH    fta  dtoloa 
of  tha  paintara  IneXudad  ragaraaents  orOy  a  faw  of  tha  paintara  in  history* 
tat  4oaa  iwauda  aaaw  of  thoaa  jpalntara  «ho  Hava  mada  tha  flgura  a  panatiaaRt 
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*B9  subjttot  has  bMn  ao  mill  padnUd,  drwn  or  soulptorcd, 
«r  eo  tedOLy  p«Liit«i«  dram  «r  totapturwcU    Wh«&  mb  portingri  bwb* 
•ithcr  th«  »ost  intM<Mitliig  or  tho  duUost  ronato  ooeiur  isaordiBg 
to  the  purpose  of  tiio  painting,  tho  staturo  of  tho  artist  and  his 
mafieptian  of  tho  «aliJ«ot  IwlteNi  Mit«"t 

Iho  symbolic  figura  is  on*  liiich  hy  its  doslgn  radatos  a  sioaning  othar 
than  purely  «  flguratlvo  ona*    Iho  eav«  nan  ttmoA  that  a  stjliaod  dravliiK 
aftir  his  mm  Swaga  otNdLd  tAl  Mogr  fketa  ooooamiiig  his  lora  of  liiia  and 
x^tiua*    nivurtrstien  waa  tha  kqr  purpMa  ftur  his  aflbrt  at  paintiag  aatf 
thtra£E>ra  a  quiok,  sifl^piLa  ajnhol  was  iosirablo.    Iha  figura  itaAf  becaui 
an  ahatraotioa  intiaatiag  only  tai^t  lixtarast  ia  a  daeorativa  ^rain  and 
iwjhaalting  tha  affort  of  oonomnieatioa  and  idflotifioation  with  nan  hiau 
MiLf* 

9mi  I|y|*iaA  «a«d  tha  flgura  to  prorapt  obadianea  aod  adoratlMt  fbr 
tha  rtOiiME  oiUM*  and  to  iiptaaMt  his  lova  of  lifa  aftar  dactti*    Tha  figora 
wm  ijwii'wuaii  aa  a  jftmsmm  p«rs(»i^Lity«  more  n(»tatfl.a  finr  aiaa  than  raflaiwiaatt 
fha  tgyptimk  «aad  a  aara  daoorativa  aiijwmh  wlawglug  inlividiua  traita 
of  nan  ia  an  effort  to  gamtrAiEa*    Hui  Iraiitt  Hgnraa  vara  ataadardiaad, 
abfaravlstad  *aigBa*  2!»r  tha  purpoao  litiA  atiwiait  ttm  tha  faet  that  thay 
nira  anwtad  apooifietiUy  fbr  tha  ocmvayliig  in  visiua  finrat  of  tha  aajai^y 
of  tha  divina  king. 

In  Grata*  nothing  of  tha  qaii^  aoMtotr  dignity  fbnnd  in  Egypt  aadstad* 
tet  rather  a  styla  diraotXy  aopramlva  of  a  danoaratio  paopSLa  intlM^  with 
aaftara.    It  «m  a  i^H^tly  art»  jyaagiaativa  aod  naturailistie  rathw  than 
alMrturaot.    Tint  G^raalea  -mam  tha  first  £raa  mm  tutiagqMvad  Igr  oonvamtioa  and 
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th«ir  mwvtltfi  to  the  figure  was  unique  in  that  their  gode 
hmm  £ora«  of  graodeRir  aul  aotdOiiy*    Hie  attiff  frontAity  of  the  erohaeU 
figure  gffim  iflv  W  the  B«ax«iio  deelre  to  ^loriiy  the  hnun  bodly.    the 
Greek  eovtrlaeated  with  the  use  of  Aadcw  to  make  hie  flgeree  ajipeatr  rounl* 
Line  vee  their  iireewlmitf  nesae  of  eoQsreeeion,  both  to  nodel  aod  express 
voltme* 

a»  lliWMB  «rt  BiMtt  ert,  Plate  I,  the  iwiiiAer  «aed  £Ut  mibAim 
in  flgttree  end  itmmA  m  9BAnaie^iimn  gre^p  of  the  struotore  of  the  figure 
toA  ttt  iftM*  wSttOa  «te  AtOlem  qpeee  in  relation  to  £djoiaii«|  fSgitree* 
flie  RcniM  iM(l«tecl  the  flgoree  ia  en  aheU«ei  aeutrA  apaae* 

the  HIato  artist  ia  both  painting  end  eoHlpture  veed  the  ti^w  mA 
ms  m  iaitaUen  of  natural  enpearanee,  but  aa  m  aoqpreaaloQ  of  m  anlar. 
ataad  iaagaaga  of  torn  mi  ^>lrltuai  vOxm* 

thm  (himm  itaad  aiapUaatiaa,  auggeetian  and  aMvaatiMi  aa  ia  peatxy* 
the  liM  vaa  deilaate,  but  fSjm  and  «aa  aaad  ia  aadal  the  f3«tire  mi  create 
p^tam  and  aavaaent*    Satanliai  raidLaaad  aaaMiibSaiiaLity  and  the  apirituja 
1dart>*a»1  partrait  took  <»i  liJiaaaaa  of  living  peraona.    Bie  htauA  tedr  «m 
aerai^  iaaidantal  to  the  liiele*    Die  life  of  aotioa  naa  aabntUaated  to  the 
Ufa  of  jentaapgirthM. 

Iha  Japanaaa  aaad  the  aaaa  aUHaliaaaa  anA  tartawiata,  the  aoM  vltiQ;^ 
ity  bom  of  naigious  oonviotion  ani  the  eaae  dyaaeiie  line  aa  in  Chiaaaa 
art»    Qiay  ttotmtA  heMvar*  aaWOar  tmBLismt  ft>r  {art^ortian  anI  Stw  deoonu> 
tion.    Ihe  Japaaaaa  fMUag  toe  the  figara  aaa  to  baaane  a  great  influwM 
aa  «ka  niaatainUi  end  tuantlath  eei^tory  artiata  vara  aatfcii«  aa  eppntA 
to  daaiga  aith  the  fitgava* 

ffMMa  «ara  Xaaa  anatara»  nare  human  in  SatOy  Chriatlia  aai  l^iaatiae 


nvuBifiEm  or  Rjn  X 


*VMttll  9t  SWWtlHlMi  MU«f* 


l»l  of  6th  century  B*C* 


PLATE  I 


«rt*    Flgnrtt  l»gn  to  I'tpiMiut  brotherly  love.    Ihigr  mora  ^orooghly  nan* 
»M'pnnia.>  wm  glorlotus  qpteas  of  bsdlM  aad  vere  hl^^Oy  doo«pativ» 
ImwiM  of  thoir  v«c7  flitoMs*    Tho*  uppowA  «i  «(t  \mm&  on  niAiiro  7«b 
vith  no  inbcotion  of  prodaolag  «  IlliMriKin  of  oAvanlL  ■fimiriniHi    Thi« 
««•  dao  to  tho  nxtoraO.  fatioa  of  tlio  Bttut  and  tlio  WMt,  tho  SMt  iliooo 
idoA  «M  tnnoo«il«iUl  wi  iImoo  flMmt  mrm  a&MirafSi  nd  the  InUvidwA 
Vofi»  iImmm  fteMt  «iro  aeturiaistio* 

Ibo  ITBOiHitqiin  j^prooBla  wu  spdritod,  infinitiay  ▼srlod  and  hlsMjr 
dooBTOfclfo*    Iho  flifWM  igptml  to  bo  filled  vlth  Utli  mi  mmmmA* 

2b  Stfehio  tines  then  Giotto,  (127&.1336)«  palotod,  thoro  «vo  tuo 
idiliKar  4iMrg«ait  attltadoo  in  paiiitlng.    tho  poropemants  of  tho  ono  oon- 
•taraoUd  ItoanN)  oat  of  purtOy  finrMl  eiUBMn^  •-  liaot  lS#i  and  datrict  (wlor 
ood  teocturo  ••  idth  little  or  no  regaxd  for  tho  natnrtfL  ifpoemoo  of  What 
«M  miiotwtoU    the  taoiecu^  woo  tiimwiT  oh0traetioa»  and  if  oarriad  to 
ito  logioal  eanalwaioit  vould  reseat  Sa  pure  goeawtejr*    the  ot^or  attitude 
rigrwiltal  1r  0iBMo«  wold  oecistruart  fOnso  idth  dtroet  reference  to  ▼iiiu& 
pareaptioa  and  i^HtiiCL  rti.cfcion8»    tho  tanrtawgr  «aa  tomrd  natunliaB  and 
ito  lofioti.  OQoeloaioa  voo  ilHiil«cra|iila*    Oiotto'a  attitude  ihowd  o  obolo* 
kovtod  grtap  of  actuality  hoaed  on  ftamtf.  yaroafstion.    Hio  patotioge  ahovad 
iBvantifaMMOt  tor  oaaii  ano  oao  o  diffarant  proULoo  of  tlui  iatacratim  of 
TiaoiOSj  paroai'vod  fipoNM  aaprooalas  grami  and  poowfta  oootloaa*    is>e  wcf 
Km  AoMR  iMMk  to  natural  foms  id.th  Qlstto*    Qtotte  oood  fScaopao  rtUutt 
than  aoNliitoatiiral  firananork  to  oroste  piotoriad  qMeo«    In  Siamia,  at  thlo 
tlnOf  SiMOO  Kartini,  ( 1285*1 3ti4) ,  ««a  U8iz«  tlie  saw  Yigoroaa  aodaling  of 
IIMPBBMO  tthiil  laftf^ol  en  infLnanoo  of  aiotto. 

In  tho  Loto  Oothio  period  in  tho  »srth,  aa  tho  ItuVbrnm 


of  th«  EsOj  Wmadamne;  the  ap^roaoh  of  Jai  van  Eyek,  (1385.lMiO),  in 
HfBTM  WM  flcaiflMBit*    %•  fliptrift  mra  not  gUriOy  taifiia*  oai 
Xmw  la^laUi  «ad  Ims  aoiaitoPigt  tiun  th«  Mvllar  flMiih  aa«ttr8,    BosIm^ 
v«l  «ir  Vm^m,  (I*l00-.1tj6lf) ,  triod  to  recapture  th«  aMiional  dr«u  of  the 
Oothie  past*    Hia  aodMUng  of  the  figure  ims  soalpturally  predee  idUOi 
brittle  aasiOir  dra|MB7  CtAda* 

fn  ssxmxFic  noout 


ttaajr  Hwtliwnwt  «rt  nwiii  m  sItSfttide  toMtd  the  hnun  todjr  einllv 
to  (aaaalofla.  antiquity.    To  WaoaaBJo,  (t^Lit^ZS) ,  the  laoild  vm  a  red* 
•f  wBWwawia  CMBtoir  riAher  tli«i  the  ooneai^e  evarydagr  reality.    Be  Sfm 
pnuriikmX  the  human  £l«are  la  aodli  a  my  that  he  nttie  It  fit  into  the  vnrlA 
•»  Mrtuali^  rUFOiOXsr  paroeivedU    lU»aeoio*8  fi|:itree  Here  *c(lothed  nwiet* 
M  «9PM»i  t«  0Sotto*8  body  and  drapery  liilah  tam&i  a  eiagle  wit,    Hexfc 
%•  KMaeelo,  llaiitipift«  (I43i.t5i6) »  wae  the  aeet  SiqpartaBt  paintar  of  the 
iHrfly  aaaalMMMt.    Mwlagiin  ga:ve  the  t»xl4  aa  wwwapiuiilatog  feerieee  re^ 
eorsidiig  of  faets*    Rle  patoting  vaa  authecitie  In  vrmy  dataU*    HartlCMi 
aaad  tanae*  lean  figaree,  finOy  oooitruoted,    Shetohee  have  ahota  that 
Httaeeio  and  RaAi«Ba  twgai  tdth  nnde  figwea  in  wHdiv  out  their  eoapeaU 
timm* 

3ii  n«MKm«  Bptticelli,  (lWaui5io),  aahetitated  aoergetio  graealWL 
mmmmA  and  agitated  linear  oontoura  for  the  atahle  aaaaraaatsGlity  of 
KaaaaaS**    n»  aaed  ahallov  aedaaiag  and  an  aaiiiaela  on  outline  xbiA  pro. 
daeed  an  aCfUat  of  low  relief*    Ria  hodiea  nare  att«iaatai  «id  drained  of 
all  iMd|^  aod  Noaetaar  pmer. 

Kith  the  RS^  Baudaaanaa  and  the  new  intereat  la  aelaattifie  rntAat^^ 


tMrt  wnggil  OM  of  the  gTMEt  aagtars  of  tho  £l«nre,  Leonardo  dM  Vlasit 
(1^52-I5t9)«    LMoardo  twAed  to  peinA  mb  Mil  tM  mUiitioQ  of  his  aoul* 
B«  taMi  hit  dUmnry  of  nm  on  obMnraitloa  and  pargoiMa  m^meUam  rtXttrnt 
thai  on  traditlem.    hIb  painting  vm  «  aoatil  thli««    It  oould  not  stop  at 
iMlBK  dMarafclM*  bit  had  to  be  the  Y«hicla  fbr  the  traoaltttloa  Into  plastie 
tmm  of  h«un  wnHiiMrt  «kI  pesaloa*    Along  vith  UooMoedo,  the  Hl^ 
•ttudMHttOft  iJKtMited  V  HiflhaiLaacAOt  Haiiiaiii].  aol  Titian.    These 

artists  thsntft  «Mr  Asrsd  ths  IdeaXa  of  their  predeoMsore,  aaqpMSMd  thfli 
■0  mttHMMij  that  their  noass  hseaae  i^noivas  for  porfeetion*    fhe  Idee 
that  laan  of  ganius  ware  mm  of  divine  inspiration  led  to  attaapU  d  vast 
osi  aiAttlitts  ceiOs* 

The  aii^  Ranales«>o>  palatert  wars  less  somayael  vlth  rational  oHer 
that  Huh  vistuO.  effaetivanees*    Leonarte,  wlilse  BattieaUi,  thou^t  not 
of  outline,  hot  of  thr«e  dlwanalonKl  bodies  aade  Tisible,  In  Tsrylng  degrees 
ir  the  Inalrtaaoe  of  li^t.    in  this  aafthed  of  nod«aing  (ohiaroseuro)  the 
f»mz  no  longer  atood  abn:^ptly  side  tgr  aide,  but  took  an  a  nsir  pictorial 
wUr*    KUhAangalo,  <1^75»156^)t  badiaved  that  palstlag  *oiad  ladtitte 
the  ravBdnsM  of  soailptnred  fbrms  and  aitst  partake  of  the  organlo  qualities 
of  the  huaan  figure,    MialMflUi«iajs*s  faith  In  the  Inage  of  man  as  the  sa» 
pr<Mi  vAiole  of  asqpressloa  gam  hln  a  sanae  of  kinship  idth  oiassioal 
•oolpture  Olossr  than  that  of  a  Ranaissmoe  artist* 

Mihiftwt^lo  viesed  asn  as  a  vaiifae  mA  daost  god^iike  thli«  sm  the 
artist  «as  net  a  ealAly  obsarvlag  aeiantist,    but  a  ersstor  under  likoas 
hnds  deed  uteriAs  suddenly  oane  to  lifaJ    Re  ditose  to  uss  the 
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•^9  of  ai»tto  nd  Kasaeeia,  Int  idth  a  n«»  foresf^Oaani  of  action. 
MiA<lins«Lo*9  IdMl  vaa  tha  htaun  mda  eonedTad  sculptttrslly.^    Ba  oaadl 
a  imra  or  laaa  radistle  qpproadi  as  tea  ravaalad  tha  aaqpraaalsn  of  tha 
lunar  «Ssi«    mA«lai«aaja  vaa  SntaraaUd  in  M«  tinarle  Idaaat  and  uaad 
tha  fi^iora  aa  a  vdileaa  Pre  tha  aoqpiraaaion  of  tbaao  idaaa*    Tha  fjl<«ra 
««•  t  tmit  of  orgMrtflOSy  ralatad  naaaaa.    Re  vantad  to  orsanlaa  tha  ftgora 
into  a  OQi^lax  artwgaaaiit  in  apaoo.    (Plata  n)    To  do  thia  ha  oaad  ooiw 
trmiliV  iwrmmU  litSA  prodooa  a  fwOJxis  of  raatlaaanaaa  or  mm  v&|Mbm» 
Ris  raefUsdat  fICBFMi  Mpfsaaa  toffioro  of  aotH  throo^  anaoOar  diatortlon 
of  tha  body.    Thaao  eontoriiaBa  Uitad  tha  flcuroa  trm  mara  illiutration 
to  tha  reeCbn  of  paraaml  es^iorlanoe* 

llM  iH±»a  af  fUdktA  imm  tha  tmi^t^ue  pouar  of  aiMMmin  that  anaULal 
hia  to  natrgo  the  ctuaUtiaa  of  Laoaarte  and  W1ahalangaiIo«  oraaMag  m  art 
at  onoe  lyric  and  drasatlo,  pletorXUy  rich  and  aculpttirfiUy  aoU^.^ 
WHk§At  (1^^.15^)  f  ^ad  a  rart  aWllty  to  orga»laa  peopOLa  In  apaea*    Ha 
araatad  hia  pduotorlal  ^paoa  with  tha  aovaacnt  of  hiauai  flgoraa  rathar  thm 
parapaatxva  Yi8«aa4 

ta.  ^fmtMm  atlttttttr  at  this  tli^f),  THfan,  <1^»157$)«  twoA  Aaraa» 
tariaatian  of  tha  nodal  aqt  orOy  in  axpacvasion  of  faiaa«  tet  tiLao  in  dataiXa 
of  oosttma*    Ra  fMintad  hia  figrn'Oa  vdth  tha  aana  jc^yons  tvmdm  end  scl* 
antifia  atruatawi  m  tha  Ttadlan  mastare,  but  addad  tha  aanaaawa  Xyrioal 
ynqit.lat  of  hia  pradaeaaaer*  Qlon^aoa*    Titian  uaad  tha  perfaot  oohaajyan 
of  arary  naatu  avaSlalfta  to  tha  paSater*    JUU.  tAwiaRta,  faeia3L  aaqpraaadUM* 
»«  gtitaM*  aaKtaMf  lina  and  color,  -mtni  dofiniteiy  related  to  avaiy 
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oth«r  in  ordar  to  attato  hi«  ob^ectiv«»    His  objective  was:    to  frtpp  Vam 
SaHividNua.  diarMter  nd  iMQNfeaSUHDr  of  the  situatiatu 

Hm  gr<Mtttrt  jMizxtMr  in  tlM  KanMrlst  tradltisxi.  KL  Qreoe.  (I4'51-l6l^)t 
l^pv^MHad  the  fi«are  in  a  ttafie  iirofounday  diaqiiietiag,  tdUfol  and  vis&eo*- 
isqr*    He  uMd  dlajiortionstely  long  and  tvln^ed  figwea  that  flottted  ne«t  of 
the  tajmm^A  rtfUt  of  moto^r*    SL  Oreoo  apiAied  marp  edges  to  his  •trotm* 
tigwm  vSAh  angiaar  f^mtio  gatlwee  nd  dram  out  limbe»    SI  Qreoe*s 
■apa^atti  and  iMi  «r  tlie  »«nerlst  tradition  suggest  a  siailsrlty  with  swe 
of  the  laost  andam  psinicrs* 

In  the  Bsroque  period,  Rabona,  {^577"^^) 9  "M***  *!»•  Hman  faira  the 
fHodUnantal  aetif  of  his  art  giving  It  an  overfLowlng  vitaUty*    He  nas  in 
perfaet  tone  «ith  his  eaTironneat  as  he  Aaraeterised  aoft  laniaens  fleah, 
silky  hair  ani  lustnms  satin  vith  scintillating  swirling  aoviante>    Re 
approached  the  figure  in  a  aensooao  vay  absturbing  the  It  Alan  tradition 
far  aore  thoroughly  than  had  «iy  northerner  before  hin*    It  was  said  thift 
he  need  the  pemrfol  bodiea  of  Hiahela(««lo  and  Raphael,  the  oolor  of  Titian, 
iwsep  of  Cerreggio,  the  naturdHaii  and  spoilii^ting  of  Caravaggio  aad  the 
for^  of  eqpreealon  fbond  in  Gruaniridd* 

Renbranctt,  (l6o6-l669)«  the  greatest  genius  of  Dutch  art,  at  first 
■ppwaiisii  the  flgere  in  an  iabeosiiLy  reidlistie  Mnaar,    Later  he  dsfvailoped 
a  fuU-AAom  Hi|^  Bveque  stjile*    His  painting  would  *ov  qpiLeiider  sad 
▼ielenee  with  a  siakUn  CLood  of  brilliant  light  pouring  forth,  heishteniag 
tlui  <iyia>    Ee  eaMsntrated  upon  light  as  the  chief  organliing  atLaaant* 
The  ohai^eter  of  the  foam  and  the  pananality  of  the  sabjeet  iateresied 


1  l«  W«  Jsnsm»  H^SiSSBt,  flUflltrf  Stt  iPiMrliTff'  P«  ^71< 
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him  aquaUjT  in  hi«  poartr«itur«»    (OmAag  114^  M^  AadOfWi  flnmOflqped  his 
ficurw  ami  ^umd  their  outliaM*    imrtituli  «■•  •Alad  th«  poet  of  Il#it 
mi  mHjoi'  Mid  tlM  adMr  of  wtmMAm^ 

Jaa  VignMSTt  (l632»l675)»  *"i!pi'mBit»i  th«  olliBax  of  Dvtoh  c«air«  ptiiiU 
Iss*    H«  pl«ft«r«d  tli«  MwydlAgr  •cmm  of  purcijr  hunm  iisniflo«Mo«    VwtOi'>o 
•HitfLo  fMcwot*  ingagod  in  oS^piU  ovKqpiiaar  tooko*  do  ao  «tro  than  oMhango 
l^UBtti*    This  Xnrti  of  narrtttiYO  and  tmOJsag  of  mimcilwirt  vithout  aagtano* 
MoA  «Mi  ftwnl  %9  te  ovidanil  la  tvwtlotli  mt/baej  paiaUro* 

Hm  Baioqpto  pwted  ia  8poin«  parodnoad  Dloeo  Yataaimaa,  (1j99*1^0)» 
So  iUH'iiiial  tho  flc«ro  with  a  oool  objoetlvo  ii^araoMiL  ottitodUi  towrd 
fimA  lapowoo^    Rio  objootivo  wm  to  eotah  tho  iiatoitrt  of  liilht  ofiar 
tho  f&coro  nftihar  than  havo  tho  figncro  in  aotioeu    Rio  aaiioiiii  vao  idth  tho 
«9iieal  «haroot«risiieo  of  li|[jbt« 

ffmilBf  (159^1^5)  •  noo  tho  goordiaB  of  tho  rtaoolort  opproodi  in  a 
Baraqitto  wfOd  la  ffanoot    Bo  aada&od  hio  flgnroo  oft«r  «ELoaoioaiI  atotooo 
and  aaoUro  of  tho  Benin  ll#  S«udaoan80«    Hio  ain  thorefbroi  vao  to  npro* 
oioi  a^fto  and  oariooa  haun  aotieno* 

lOtth  ootid,  <  17^^1825)  •  am  tho  Hoo  CUooie  trolitioa  in  F^wtoa,  tho 
ariioi  «a«  otill  inaioting  on  todinioA  diorrtpHnao  oanooming  tho  fSguro* 
D«rlA  bagan  idilh  tho  okiUton  and  hitUt  noocOoo  on  It*    2i«roo,  (176I>«1867), 
dovaaopod  tho  oontedo  aodo  ftaailo  figwo*    Ho  oood  nagnLfloant  ISao  antt 
bogin  to  trook  omj  fiton  aafUqoo  ooiOpitaro*    Xagroo  nao  Olaaatoia»  W  oeo» 
'vioiion,  but  hio  worlc  thwn  namth  of  tho  Rananbio*    Rio  dgoroo  waro  prooioot 
irti«r|ft/  d«aaod»  thoai^  obUtod.  but  onaooo  banooth  o  oarofhl  oarfoao*    Ao 
tho  ooianiifio  fifovo  wo  dioaovorod  and  rodiooovorod,  tho  artiot  bagan  to 
aljo  pEUoo  a  ofcxong  oooioi  aigniflaanoo  on  tho  flgoro  oo  a  aord  opportunity 
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to  reveal  conviction. 

TRB  rSSmS  OF  SOCIAL  SKBtlFICAHCB 

QojtLt  (IT'^lSSS),  Mtv  the  world  without  iUusicsi.    His  portraits  ««r« 
pPManted  nithout  iiealizatiaa«    Vwmey  lAwent  in  his  portraits  contriboted 
to  th«  cnMtim  of  a  total  ptTMoalitj*    Goya  vant«i  to  paint  in  a  aanatr 
that  would  liiow  life  as  it  was  wit  head  on  rather  than  in  detail*    He  pre* 
■■itel  an  iaite  of  reality  in  maii  a  mor  that  ve  see  it  aad  reepood  to  it  as 
he  did.    The  flcttering  tmge  had  no  plane  in  Qo(;ra*t  paJUstljasc  for  he  felt 
it  honMrt  to  present  the  '«orld  in  truth.     (Plate  III) 

DiAaeroix,  (1798»1863),  Introdnoad  to  the  world  liiat  is  now  Iibmb  •• 
•auotielan*    He  vae  oenoemad  vlUt  recording  inner  aaotional  inpretniMM 
throTii^  ewiie  l»ae«e«    Re  mmi  interested  in  originality  ra-Uim*  than  in  rule* 
•«a|&ieatii}n,  rather  thaa  in  parity  and  |»'»lliriei  risk  to  safety*      Delacroix 
desired  the  total  eapreseisn  of  himan  eaotion  on  a  grand  sesle  in  iaaces  of 
ttnirarsil  signlfleanoe* 

Dannier*  (l80S»t879)t  penetrated  into  the  cot^mparexy  life  of  all 
cilaMNNB  ai^  x'tju'eseutedi  it  in  a  form  that  vat  terse*  eamptOliBC  tind  ecosti* 
esQly  energetio.    His  subjects  denaaded  ooapassion*    He  felt  that  art  vas 
for  the  ooan«n  pe^e*    Dmaaier's  figures  vere  sculpturesque  md  shoved  a 
t«Me  of  volme  mA  aass*    He  eUsinsted  tUl  unneeessarr  reiundaneies* 
Dansler  fbund  nen  good  tiiare  Ooya  found  mmn  ultlmataly  bMO*    Their  ap- 
pvoaflhM  to  the  figure  shew  this  inner  feeding,    these  painters  then*  eas» 
pi'oosed  vlth  their  use  of  t]ie  figure*  their  feeling  tewtrd  society* 


1  John  Csnadiiy*  SlSMlSMBS  Sl  Hedem  Art,  p*  M»« 


EXPLANATION  OF  PLATE  III 

"Arid  No-Uilng  Can  be  Done  about  It" 
Goya 


PLATE  in 
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XHB  BilBIB820iI8nC  fSmM 

Jn  thtt  TuprmaXoalMtlio  traiitlxm*  Renoir  {^&kU^9^9)•  vii»  pMMMWl  \9 
VkiB  tmt  wm  of  t>l0Ban[t  wad  was  also  pof  tesstd  laqr  »  rtwwMng  int«K>«flt  ia 
the  huaan  figure*    Ho  took  *•«•  4»110Jt  to  fianlnlne  charm  and  ftrankly  •»• 
WMMd  Joy  In  it.    H«  evantually  ua«i  It  »»  «  point  of  depart«r«  for  create 
iiMt  ^MtrMi  •I— ttnr  la  daap  ipaoe*    Ragmlr  geei«r«llB«i  w»aa  m  *  igrnbol* 
Hamn  m  *  fan«rie  oonci^  tm«  loY«li«P  to  hSa  than  any  InHridnal  set  of 
faatures  coiild  ba.     In  portraiture  he  suceeadei  in  getting  both  XlkMMSt 
aai  ptOMMx^  quaUty,    Ha  vaa  ▼aatly  influaocad  ty  Ingros*  lina.    Ranoir  «a« 
•ULe  to  produca  flaa  taatlMnt  in  hie  flgaraa  nithoirt  santiaaat Aity.    Ha 
anitad  tha  brUlismt  radnbm?  colors  of  hla  laprosaioniat  ph«aa  tdth  hla 
•Mraness  of  oltMioil  fom  In  his  ^immtimL  volupttwualy  rounded  hodiaa. 

DegM,  (183«»-1917),  also  working  vith  the  Impreaaioniste ,  used  elaar 
line  and  pattern  eattg^t  in  aosse  casual  saMnt*    He  viewad  life  raalistl* 
oally*    Dagaa  liked  unai^etei  gestures  and  working  with  a  group*    Hla 
subtle  haaillng  acved  hla  paintings  from  being  too  photosraphic,    Ihe  la* 
fluances  of  the  Japawaaa  print  ware  evident  In  «ie  daaSgn  of  Degas.    Re 
aaised  the  graaduer  of  the  unfaailiar  act,    Oagaa»  flguraa  aaiatalnad  stroag 
fliflladLe  aavvMnt  plaoing  beaaty  in  superb  nuseular  control.    Degas  nanrar 
atood  In  jadgaaantf  naver  aade  a  moral  evaluation,  never  ooaaltted  hlaaalf 
to  evaluation*  and  never  oomitted  hlaatflf  to  justify  man*s  existence.    Hla 
flavor  of  hla  painting  was  however,  peaalmistie*    Degas*  attitude  towafd 
the  world—a  faaclnation  with  its  fragments  and  a  refusal  to  ooBMant  on  ita 
whaiaaaaa  waa  anaaariiad  in  his  attitude  toward  aoMaa.     Few  painters  have 
bean  aore  preoccupied  with  representing  th»i|  no  painter  has  portrayed  thea 
more  aeutAy  aa  peraonalities.    Wdaan'a  body  faaeiaafcad  hla,  but  only  aa  a 
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structural  antity,  not  aa  a  tymbol  of  beauty  or  as  aa  abject  desire.    He 
was  ia  this  fMct  the  opposite  of  R«toir*    R«3oir  was  joyously  coztvinced  of 
life's  0MdiMNNi«    Degas  vas  interested  in  painting  the  individual  as  a  p«y« 
fixologiMl  entity*    He  was  the  first  to  re«llae  that  a  Mnoit  can  be  used 
for  complete  revelation  of  individual  charaoter*    Degas*  flgares  of  oare* 
fully  composed  lines  ware  graceful  forms  cleanly  set  dom* 

m  Fioimf  AS  Draian 

In  Afiriean  legro  art  the  figure  was  dissected  and  distorted*  Thia  art 
plagred  a  very  iaportant  part  in  influeneing  the  nineteenth  and  twantleUi 
cmAvtry  artist  in  his  search  for  design*  Th%  Afrlean  legro  dissected  the 
figure  «ad  reasaeBlfl.ed  it  not  according  to  nature*  but  according  to  an  ea* 
thetlc  pattern  related  to  the  ntaterial  he  waa  uaing*  the  apaoe  to  be  filled, 
the  ftmotion  of  the  object  and  its  ffptholiA  algnifioatao*  Sviay  part  of 
the  figure  functioned  as  an  alcnent  in  plastic  dealgn*  Xo  be  transfoxned 
into  a  d«aiga»  the  human  figure  must  be  regarded  ia  a  way  quite  dlffer«A 
from  that  ef  erdlnasy  life  awl  of  most  daaale  sculpture*  It  must  not  ap-, 
pear  as  an  inviolable  whole,  treated  as  one  unit  and  posed  in  this  attitude 
OX'  that.  The  figure  must  be  dlaaeolated  into  its  parts,  regarded  aa  an 
aggregate  of  distinct  units,  the  headt  linba,  breasts*  trunk  snd  so  on  each 
Igr  ltsti.f«  It  never  cane  too  far  away  fron  nature  nor  completely  abstract* 
the  paintinga  war*  net  ganandlMd  man  and  animala,  but  individualised  men 
and  aoiaala  aat  ia  aa  infinite  variety  of  naturallatlc  poaea* 

Cesanaa,  (1839.1906),  aa  a  posUiiqjreaaionist,  uaed  people  aa  form  and 
alao  their  organitation  in  space*  Re  wanted  to  put  thinga  in  order*  Re 
beULaved  nuimmn  ofajeets  and  people  eonld  be  aa  aajeatlo  aa  nountaina  and 
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gods,^    Cessame  adiioved  classieaa  dignity  in  his  figures.    Of  staple  people 
Cezjsnne  made  abstract  forms  esqiressing  the  dignity  of  human  existance.     He 
concentrated  on  massive  staplified  foiras.    Heads  and  bodies.  In  portraits 
aid  figure  studies,  were  subject  to  stailar  distortions.    let  for  dll  their 
revolutionary  ctoaracter,  the  paintings  urere  first  of  all  alive  as  expres- 
sions, ^atever  their  surface  of  tedinical  theory.    His  figures  had  a  senee 
of  wti^t  and  voltsae.    They  assumed  a  rockLike  firmness  of  tixspB* 

Van  Go^,  (l853-l890)t  me  a  social  realist.  His  main  contribution  to 
the  figure  was  «ie  emotional  and  liminous  qusaity  that  pervaded  his  paint- 
Ings.  His  figures  revealed  strong  modeling  ^ich  in  turn  revealed  strong 
personality  in  undulating  strokes  rhythmic  and  forceful.  The  play  between 
personality  of  painter  and  subject  vas  apq^arent.  Van  Cto^  had  an  extraor- 
dinary clarity  of  purpose. 

Gauguitt,  (18^^8-1903),  tried  to  express  the  simple  and  direct  faith  of 
country  people.    Forms  v«re  sini^ified  and  flattened  ont  so  as  to  suggest 
they  'vjere  imagined  and  the  colors  -Here  equally  unnatural.     Gauguin  applied 
pure  color  and  reduced  all  fom  to  its  essential  outlines.     He  elimiruated 
modelling  within  the  outlines,  as  far  as  possible,  especially  in  sbadows, 
Osuguin's  basis  theme,  (Plate  IV),  was  the  uiviercurrent  of  superstitious 
fear  beneath  the  staplicity  of  primitive  people,  the  mooacing  lihisper  of 
the  unknown  permeating  lives  appanesxtly  simple  and  natural.^ 

Toulou8e.^autrec,  (186''U1901),  had  a  consistently  satiricsl  viewpoint. 
He  dealt  with  the  individual,  penetrating  to  the  veary  depth  of  his  life 
and  eaqjressed  his  interpretation  in  a  style  as  terse  and  oaostie  as  his 


1  Ibid.,  p.  3t^3, 
^  Ibid. .  p.  381. 
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Otawotion*    With  a  few  linwi  he  caught  a  Aaraoterlstle  pose,  oocaggarated 
or  diatortod  It  to  fmra*  a  point  cresting  a  striking  dMlgn*    (Plate  V)    Re 
vas  the  portrayer  of  the  night  life  in  Paris.    In  portrait  painting,  he  aet 
quiok  Sj^preaaiims  to  tring  out  personality*    He  used  bizarre  limiting  as 
influenoad  ta^  JapiMM  design*    Sinplioity  was  the  kay  to  the  handling  of 
his  figwrw*    Laxitreo*s  art  as  he  ireeorded  anoh  people  in  the  life  of  the 
half-world  thagr  inhabited  was  partly  joumaliaRt  partly  the  informal  sooiol- 
egical  record  throu«^  the  ineisiye  lareseatation  of  speftlaaiiert  aodet  mA 
■■iliMH  md  partly,  l:|jr  liiatevar  eocteiurton  the  observer  wants  to  make  for 
hiswiilf t  a  Mral  iMfon*    Lautree  used  •ksy-hole*  vision.    His  detaduMni 
vat  Binrar  aelf-pitying,  his  eoMMnts  en  vieioosness  were  not  vicious,  scorn* 
fid.,  or  envlousi  his  painting  of  diqnraved  subjeets  mm  w»  Nore  depraved  thm 
it  IMS  self<4>i^tous* 

Tn  namt  jh  ziDiviDaALisM 

In  the  twentieth  eantury,  the  artist  adopted  an  individualistic  i^^ 
preach  in  relation  to  the  figure.    !rhis  s^pproadi  referred  to  the  various 
att«qitt  OB  the  part  of  eaeh  artist  to  reoonelle  the  figure  to  the  picture 
pHaae  in  his  particular  Mniiir*    Hangr  tmnbleth  eentury  artists  apia^oaahed 
the  figure  Aassieallj  or  in  the  tradition  of  the  old  aasters*    More  present 
digr  painters,  howsver,  are  tiying  to  approach  the  figure  in  a  new  a»i  Ibroe* 
foi  wtor* 

Ihe  figures  of  Matisse,  (1869*195'^) ,  were  dram  in  bold  planes  with 
nnowiswitliU  fbree  and  enpbatioally  defined  silhouettes.    Re  ea«biaod 
•Sattausitiee  of  line,  arbitrary  color  mi  dislocations  of  fbni,    Matisse 
mnted  to  nalotain  the  lapresslon  of  ^pontineity  in  the  oespleted  esitvas. 


muusBii  or  plats  ? 

%M.  a«a««  «t  the  MouXiiw  llMg«" 
Toulou8««LaatrM 
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PLATE  V 
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3       TOUS  L(2S  SOIRS 

LA   Oou  LU  e 
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mm  thonig^  lit  flxudi  org«iluii(m  of  fbm  and  oolor  vaa  th«  rMOlt  of  pr*- 

Xteinny  eiloUIatlfm.  tridL  md  color,    MstisM  «xpla3Ln«l  his  appnukt 

f^Nppattog  I  want  to  paint  th«  body  of  a  iwaani    flrai  of  all 
X  «i|Aow  It  with  graoo  nd  «ham,  but  X  laiMr  thct  toMttliiac  Mr*  U 
QMtesary*    I  try  to  oondaoM  tho  aMnlag  of  this  body  tgr  drasl^ 
it*  iitantlBl  lines,    Iho  ehara  vill  than  teeoM  Xom  tpparmA  at 
flrgt  <liatM,  tout  in  tho  long  run  it  tdXl  bigla  to  ammato  ftw  tho 
am  tea|«.    Tho  iaago  at  the  sme  tlM  «11X  be  aBoridied  tgr  e  iddar 
iMaoanct  litiXe  the  tfiam,  beli«  Xeae  apparent.*,  nIll  be  Mrely  eue 
aXMNnct  in  the  geDcraX  ooneeptSoa  ef  the  flff«re,"1 


Wfiiiw  had  Xeaitied  of  the  arti«t«8  ftanstion  ae  e  ereater  ilie  flrat 
tie  nettEore,  than  effecta  hia  em  traaaRnrtction  of  nattore  in  so* 
a  my  thit  hie  reaponee  to  it  tokae  the  torn  of  an  laiage  renreaSiJV  that 
mMMM^  to  tike  obeMnraBT* 

/    -^ 


|»d1|ff1an1,  (I88tui920),  appMMhed  the  £i<«re  with  a  oonbinstion  of 


My  XtiOiiHi  Ipalntins  and  AftrlAan  legro  sculpture.    He  a&«««fced  tamm^ 
"^    ■^'^■^  a/taat  vitty  prewlilen  of  outline  vlth  hia  typical  neurotic  laagear 


ftf.lBfed,    ; 

■  ■  f 

/BaMiat,  (1871.1958).  vaa  a  truly  rallgioua  ptSdter,    He  ma 
Vm4  vUki,  pareanA  redw^ytlon  than  idth  hmaaa  eeoiaiegleal  vaime*    He 
harfififl  tgr  lua'a  iribmanlty  to  nan,    Msmm  mre  agwbols  of  mankliiiia  aalf. 
earyi^i^n  through  the  corruption  of  hia  f^Uana,    He  med  hecfy  almpXifled 
fjiMrf)a  mXmee  to  r^'eaeul  the  human  taotiy.    Umm9X  MWM&ed  aplrituia. 
boryiiqprtSan  throu^  corruption  mad  diaflgmMMt  of  the  aeih,    Ihxmi^i  Idea. 
^^Ifl^ation  of  hinaalf  idth  theee  MftijMitt  «d  ty  the  eonaelonaiete  of  trage. 
dy  fh«^  etlra  uc  igr  them  teagea*  he  Am  nade  the  pioture  a  atctemnt  of 
■a^a  hapa*    HananXt«a  design  device  ma  aenailiafc  a^plalMd  ly  hia  provioaa 
iWW^ioeihip  with  atain  glaaa  «ork, 

4 


A 


1  fiMi*  P*  ^17. 
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Pieawo*  (1881*.       ) ,  htm  «xp«rim«Ud  ifith  il»ogt  wnarj  tjp*  of  ap. 
to  th«  hmm  flenrti*    the  figure  has  diaUanged  hla  in  &  desicBftfl 
wqr*  a  distorted  iaagea  a  tflatfKMdL  naimer  aal  onbistlesill^.    Pieasso  flrat 
ttMd  figures  sij^ior  to  Ltutreo  ovi  tMn  txnrksd  with  the  flat  areas  of 
Qaagala*    The  blue  period  brou^t  Aongatlon  In  anciHtr  eaffarlac  tigsrm 
iiil«h  then  aeved  Into  a  «LaMlea&  afpreaflh*    the  Rose  porisd  troueht  fig* 
ures  ot  a  tendir  iiitasiei(L  stftvre  vith  the  olrcus  motif*    These  graeefal 
flgsres  bii^  to  diinfe  Into  soulpftarail  ibms  with  decisive  geoaetrle«l 
r«g«larlties  letsilac  to  outalsR*    Ploaaee  had  at  this  time  dlseovered  the 
iafradisnts  £br  eublcm  •  Cesaone  pHus  Aflrloan  seolpture*    He  proceeded  to 
UM  the  flgOMi  as  ttw  straoture  toe  his  eabiatle  efforts*    After  ealdsB* 
Hmmm  letamad  to  waii^^ly  seiaiPtwestiae  fi<nree»  (Plate  VI) »  aod  th«i 
to  sseaping  oir«a«i  and  l&aek  outlines*    Re  has  In  all  these  wppfudkm 
used  the  fMcnre  to  duOlMiKe  his  creative  pm—rs.    Pleasso  hss  used  the 
fiipve  to  pa'samt  soelA  aessagost  as  a  fMBdatlon  for  design  and  in  all 
oases  tomeA  the  flgare  as  the  aest  mMnSag fUl  wgr  to  eaqprews  his  reaotlem 
vo  nis  flRvirsiiNn»* 

In  QenMHBr»  Xaathe  KbUvlts,  ( 1867*19^5)  t  uaed  h«r  ptlBtliig  to  deeply 
mteftimtHiM  protests  against  the  poor  both  before  aoi  after  Vfoxld  War  I* 
Xa  <B|iiarttfiig  the  hwum  ^nliui  of  tiMi  maim',  a  strwgtti  of  Aaracter  ease 
out  In  her  fafats*    UhUke,  Qegra*  Oamlor  sad  other  soelaUy  conscious  palnU. 
era  of  her  0m  dagr,  Ae  eould  not  let  her  painting  aet  as  a  riHease  frt» 
har  angulA*    It  vaa  appawiit  thift  her  protest  does  not  d1n1n1i»>  firan  draw* 
lag  to  drsKlng* 

Qeamanr**  Hax  Beelauni»  (Id8i|»l950)»  studied  the  old  naatere  aod  than 
umd  MMMMBttAlty  of  f»m,  unltersiilliol  persenadlaa  to  speak  of  mankind. 
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PLATE  VI 


"9 .03 
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H«  uaod  sjRiilDolisDSi  for  good  a*!  evil.    He  tried  to  db,o\i  the  ideas  tliloh 
hide  behind  reality,     Beckraann  twHt  a  bridge  from  the  visitle  to  the  in- 
visiljle.    Ho  e:*ibited  a  deep  feeling  of  despair  at  the  state  of  civiliaa- 
tiffin.    Beoknarm  ^oved  a  nil^ttaarieli  present  dsgr  -^orld.    11)e  ^aracters 
elvsys  existed  In  dwm  space  as  they  do  in  life.    The  figures  "twre  gloomy 
and  pwrtwiptie.    Beoknann  packed  them  into  a  condensed  section  of  space 
and  they  acted  their  parts  lustily  -with  oonoentrated  meaning  pervading  the 
eoneeaitrated  foms* 

George  Orosz,  (189>.1959)»  another  German  artist  viorking  ^fUar  World 
War  I,  began  to  dvoU  on  the  senseless  destruction  trou^t  about  by  var. 
He  used  humor  to  Parpen  the  feeling  of  horror.    He  satirized  the  bour» 
geoisie,  clergy,  mili.tary  and  the  bureaucrats  t*jo  were  responsible  for  the 
iwr.    Grosz  used  cruel  sharp  line  to  show  evil  and  paradoxes  to  reveal  re- 
pulsiveness  and  brutality,     Bjo  despair  lei  to  powerftil  symbols  in  hia 
figurative  vork. 

Max  Weber,  (1881»        ),  a  Russian  of  the  JewiA  faith  portrayed  this 

heritage  in  his  w>rk»    He  c?5ne  to  America  at  an  early  ace  end  proceeded  to 

use  the  fJfjure  as  his  dwnijiant  motif.     He  chose  to  portray  women  in  this 

montanental  style  to  express  the  heavy  maternal  ridmess  of  their  bodies* 

Weber's  figures  are  translated  into  forms  r«narkable  for  their  expressive 

power,  eloquent  distortion  snd  intensity  of  life.    Weber  has  stnned  up  hie 

feeling  for  new  fadei 

"I  shall  never  forget  or  abandon  the  great  and  eternal  osvnona 
of  art  for  t^e  bizarre,  fra^entary,  speotaeular  and  fugitive  - 
the  fad.     Impregnating  the  plastics  Tdth  hunan  passion,  pathos, 
eloquence,  spiritual  aspirations  and  vision  will  put  the' artist 
on  lAe  way  to  the  infinite,  the  universal  and  eternal." ' 


1  Hathaniel  Pousette4)art,  Amerjioan  Painting  Today,  p.  18, 
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Qiaim  Soutlne,  ii^^f9*^Si*  a  isuulm  Sxprmisioniftt  liito  ^9ork«l  la 
Fwiittt  approM3h«i  th«  fl«ar«  Kith  a  aorMd  sanslttrity.    His  fl^WM 
pm»t«d  a  alc^tmaxliii  tiood  nith  jjin«r  tmsiem  la  th^r  flgurt*  flad  faoM* 
R«  broog^t  out  tba  oharaet«>  l^r  probing  iMBMrth  tha  anrfaoa.    Tha  rhythmic 
IziatiiKit  vas  aa  atoaag  that  all  flnva  ■ppw'^  ^  ^*^  ^  *  quality  of 
thia  atrangth«    Ha  rabillad  agalaat  aaparfioiaa.  raaliaa*    Iha  flgttraa  aab> 
praMad  tha  diaqoiatliig  diatortion  of  H  Oreeo. 

"Iha  laaar  lifa  of  a  hmm  balag  ia  a  Taat  and  variad  raH*  aai  daaa 
not  ooneam  itaiiLf  Aeaa  nith  atimaatiog  arraagcnaota  of  aolor.  for*  aad 
diailgB**^    la  thia  qioatatloB,  Edwaxrl  Hoppar,  (1882.       ),  Aaartam»  baa 
mnHMil  hia  fMUaea  oonoarnlne  his  Involvwamt  with  a  Tariaty  of  sab- 
jMta*    In  hia  paintlnga  that  ImnslTa  tha  flgnra  or  thaaa  that  do  not ,  the 
▼iaaar  aonaaa  tha  alngla  aood  of  alonanaaa.    Straxy  paraea  and  mnay  attl>. 
jaot  in  a  l8f|Nr  paiatlag  hava  axiatad  in  aafMOMfeien  tnm  afrarythiag  alaa* 
Ba  MUanrad  th«t  alaplioity  uaa  tha  kty  to  |Hrtnt1ng«    Hia  fl««raa  aadat 
only  to  produoa  a  eharaotaristie  poae. 

IhoMui  Bart  Bamtaat  (188^       ) «  vaa  anofthar  AaariMa  liia  lite  Bappar 
VMUd  to  palatt  tha  laariaan  wgr*    Bia  «aa  Imtaraataii  la  tha  fl<ttra  only  aa 
a  aaana  to  r«aata  racional  hiqppanlnga*  in  this  eaaat  han^anings  in  tha 
Hlitwaii»    Ra  portrayad  hia  people  aid  tha  flavor  of  fblktnya  in  a  anrlqaily 
iBMPiean  eharaotnr  taking  libartiaa  vith  ptroportlon*    Ha  waatad  to  portraigr 
thaaa  flcaraa  aad  avanta  lAiioh  iwaXd  reilata  ragiooal  aapaota*    Baotmi'a 
aimii'oa<t  af  lOaoKating  i^a  fi«ara  ia  r«slniaeaat  of  El  Qraoo  aa  thay  vara 
both  iataraatad  in  portraying  tha  fl^ra  in  thia  nathod  of  axpraaaiva  dia* 
tortion* 


1  John  I.  H.  BaBr»  J^gg  ^  ^  ISKlfil*  P»  1^* 
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Vhai  the  tendonpy  for  r^ionJiliaBa  In  painting  fad«d  asad  the  painter 
bagan.  to  seek  other  means  of  interpreting  his  enviroment ,  s'yne  painters 
soa0it  a  nwf  ^ay  to  delve  into  nan*  3  mind  -tiiilfi  others  continued  expressing 
soelal  consciousness  and  concern  for  humanity. 

Ivan  Alhri^t«s»  (1397-        )»  painting  has  aprnroaehed  the  grotesque. 
This  was  partly  true  because  nomal  vision  does  not  probe  so  close  to  re- 
ality*   Hie  work  then  ai^jroadiing  the  adcroscopic,  becaae  symbols  of  hoinrer 
with  its  closeness  to  reality.    He  has  used  the  art  of  strong  li#it  and 
dark  contrasts.     This  violent  pattern  has  spread  itself  over  his  big  forms 
tednging  to  mind  a  surrealistic  approach.    He  ccwiblned  his  nessage  of  social 
Inhtmanity  with  his  sitrrealism. 

RLoo  L^Brun,  (1900-        ),  vae  bom  in  Italy  and  later  csne  to  America. 

He,  also,  painted  to  portray  man's  tilindness  t.o  his  fellovr  nan.    LeBron  put 

twasonanecs  and  terror  into  th*?  forrss  thenselves.     He  was  found  to  be  • 

painter  of  ideas  using  a  redigious  theme,  thou^  far  from  conventional. 

He  said  of  his  paintingi 

"In  dealing  T-rith  ideas,  vision  and  techniques  for  the  task  of 
eonmunication  to  the  many*  I  hope  for  the  day  \<ben  a  few  of  us,  ty 
uein?  contenporary  tediniques  td,!!  finally  correlate  bob*  of  the 
facts  of  caitemporaiy  vision  and  collectively,  even  unanimously  eay 
»4iat  we  feel  about  the  world  around,  us.^'l 

F.ico  LeBrun's  SMwage  and  style  Indicate  that  of  Houault  and  would 
thus  indicate  tJiat  thi^  particular  approadi  in  painting  was  not  a  new  on0 
nor  will  it  cease  to  be  used  as  long  as  man  feels  strongly  about  equal 
liberty. 

Reginald  Man^,  (1098-195*1'),  American,  approadied  the  figure  in  juet 
the  opposite  manner  as  Hopper.    Hopper,  as  before  stated  vranted  the  scene 


^  Pousatte-Daart ,  2E»  5iL» »  P»  79« 


I) 


to  tek$  ^tmAmm  mAhmymm^  tafUvwUd  la  iImiSi^  ikm  flfor*  tHMft 
#Mi  MMMM7  ter  IftM  flnrtMOl  •tfMt.    Hanii  «••  net  lalUrtfMKl  Sa 

iNMR  art«M  Md  Mt  tifin  In  afli  «•!•  MmnKlliigs*    H«  mmA 

MMBdijBn  tKttf  llMMtfT  Itt  thl  hlftlHnl  ttt  '«—<»*■>  n^HHfla       Ri*   ridllT— 

mnyiJUt  MPglaCf  »!  vmtUt^  la  dit^  wmum  of 


•^   a«  tviid  t«  iMPfcrigr  tiM  MMir  ilote  of  U^»  Midiw  tlum^  «h« 


Mtttm  AiPMTt  (1fi!?3»       )•  AMPlMftt  l9PNM(ti«i  tho  flcoro  vlth  hit 

ilMB  lio  iMlMd  Into  a  f)M«  iliitt  ho  vm  folag  to  mo*    Afttr  tlio  first  t^roOm 
«Mi  dMi  ilMfe  fiiUiWi!  «M  d«UniSaod  novo  ly  tl»o  llfo  of  tho  palatli^  tlun 
Ir  «r  mirttwim  to  tho  oafeiSoot*    /lv«ry*«  flcnrto  havo  bioa  Mltoci  la  em 


fho  flitw— ■  of  tho  flfforoo  fonottoi  tho  aly&o  of  flwjrtn  Md  a«Bgr 
ponsgr  poiafeoro.  liw  AAt  thtt  aodi(Llt«  of  tho  £S<«ro  took  mm  Awi  tho 
paM«ni  doiSrod*    <Fi«bo  nz) 

JkiNKMa  MttaMTt  laorloaa,  (195»      )•  i«Mrl«d  wqr  fowirftilly  la  hlo 
MWi^**  to  tho  ncoro*    Ro,  la  hia  digiharrto  llipriton  of  mBat  «a  o«fai« 
tho  lAwMd  diatorilon  of  tho  htaun  inaso,  tho  fiaroo  OMteoolo  of  Uiht  m 
4iri(,  tho  oooirtowA  uao  of  $mm.  Wm  mAm  wooo  Mi  VUA  Uao^  ohiimmI 
hia  >MiyMilaBrti  yim  of  tho  hMM  ait««llM*   Iho  JoMt.  UJio  Q61or  mA  M4 
tUMi  ootllBO  ioggootod  nawot  mA  MMmt^o  IMUif  of  MoiA  dfl|r«lMiM 
VM  aiM  vaolaiaooat  of  RooaiA&ta  mtmmi^t^^ 

It  VM  iMad  «Mtt  VillM  do  XMnlag,  (190<W      )«  aoid  tnifc  stMlNi 
«S^  a  fivooUar  of  tholr  ow  OMa  iImb  iMartMng  m  imam*   ^  Tiwlni,  a 


^  virgU  Borleor,  IkMMUnltMUlKiftiMdMlMttlK*  9*  5^ 


r 

waumam  or  futs  vn 

*nva»  Sa  TKUow  Ofihr*" 
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PLATE  VII 


ELATE  Vni 


Patiimw  now  MoaHirad  tmmtiam,  used  &  turbtJil«it  st^U  ifeiA  ha*  taMD  m 
inacnaM  <n  yowictr  artLiia  th«k  WHited  to  t«>rk  in  aboitraotion  vith  hoaaa 
■tirB0t«r«*    'Otm  p^rdMOaftioail  odoUot  of  li&s  painting  vu  M#i«iliiK  b»* 
««M  of  tho  MDMRl  pmrnmSL  vmupfoir  of  foeOiag  appariot,    Ria  f&guraa 
aro  iOmmA.  UMtoini*!  ^  tha  fiiroclty  of  his  paSixting*    "Like  siaaaaa  tidaa* 
Ilia  il«tva«t  plottffva  Uvo  off  tlia  flsoraat    tho  figoraa  oiwaihaliaa  the 
^glta8lSaoa«"^    (Flatitt  IX,  X,  XI)    da  fi>«aliig«a  »ppnaA  to  the  fl<«ra 
«■•  ana  tluft  lad  to  raoawad  totarast  on  the  part  of  the  art  wxOd  ooaoamlag 
tlM  metm  lAatoaat  auu»'»*'*  ^  ^*  lM«a» 


"&•  aaaaept  of  olarlty  la  dcOiharata  MUfBlty  is  texra^it  to 
IMMT  an  tha  Sdaa  of  the  htaun  aaaJM^w-d^  i«  a  aort  of  •na^aRviroo. 
tmA^  af  tita  todgr  liilcli  the  «tiab  liaa  aiOlad  tintinaU  paapwiiona*. 
Ht/^  aa  thare  is  no  real  •piLaaa*  in  the  aadecn  auvliguaaitti  la  a 
■tnaa  thai  a  plaoa  aan  aa  longer  ha  irtagtlfiad  firam  ita  s»arta,  aa 
HMva  ia  OB  ^ihmO.*  tmUmjf  in  tama  at  Hia  atgrla  and  pr^oartioa  of 
dataaa.*2 


fw  rtmttbmm  utm  fapvaaiHtad  ino  varlaiaa  appeaafdhaa  to  the  flgora  in 
mi^tmsmmT  itanaa  vara  Bdonard  Fignan*  (1905-       >•  ind  nraaeia  Qroher, 
(t912-19^)»    PigMn  d«fail«S)«d  hia  fi«araa  aa  a  part  of  bia  da«S«B  teth  i» 
aiftir  and  tiuipa.    Ria  aaaiaaaa  aaipilwad  the  d^nonniaB  of  life  and  traulaiad 
it.    im  aspmnb  %B  daadCB  «ith  oolor  and  iiaatprting  alrc&aa  has  snggaafead 
not  apppoadi  of  Piaaaao  ia  CaMaa*    Qrahar  on  the  other  hand*  aaad  pan* 
ipaativa«  aada&iag,  ll#t  ml  Aadov  to  ^bm  a  pradnaetian  fbr  the  ao^raa- 
alTs  tartwad  mam  Uak  fUmtm  aayrtiMBtad  «l^  to  tlM  BLna  period, 
axtther  ^krav  the  flgtve  out  dl^^xxrportiosirtiay  and  mwd  jagged  aaaAoora* 

&  Anariaa,  Jai^  LaiFlaa*  lav Tork,  (1915*       )*  bn  ««•&  aaaitiL  afltira 
to  dadL  aitti  aan*a  ypadtaaaacA  tn  tiui  wcOd,    It  «aa  ivparaob  thai  thia 


^  fhiBMa  B*  Baaa«  iflTlw  da  BasBliac*  n^  20* 


1 II 1 JW  OF  Hjm  u 

•mmttjp 

laoiai  4*  ioonlng 

' 

watuuasm  9f  HMB  n 

"MHmSf" 

WlU«i  «•  iwniiv 

KOLUUSmo?  PUXSZ 

niMBi  in* 

wmi  ^  frtwiin 

PUTE  IX 
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PLATE  ZI 


» 


«npcMHb  has  btm  xamA  timn  ami  tSm  i««Sa  miA  •Mb  wtut  attdml  a  ■««• 
llu*  dl£f«r«it  rtyltt  of  ripitwiitlin  ldL»  rMotlm  to  this  laortlf *    LeVlai 
mt  prtevUy  iumm-aH  ultli  th«  living  «ov«  of  hvitnlkgr  mi  itt»  ohitf 
«i«qr  «M  th«  QaELlWHnMMi  of  MBUdxxl.    Bo  osqprMood  thi«  draut  of  lifo  with 
lliM  aai  tfuidhMqr  ilMiMM* 

AaoUMT  inorloan,  Jctoob  Lomnoo,  8«h  Xtok,  <19t7-       )  «  haa  triad  to 
Aow  tho  iaqpaat  of  inr  bgr  using  hie  fignroa  in  a  flat  pattom  and  aSiaiaa&ad 
all  nnnnmaij  lines.    Ha  haa  umty^yl  tha  Idbologically  povorf^  faero* 
Lanr«ioa«a  pafatfim  hmm  m^lam  of  tli«J«p«  aituaUoR  «id  mm  taoattMr 
•f  HM  hoMB  oltqat.lom. 

JiitevtiQniftt  f\«aHytf«U«  (1917-       ) »  gaw  aa  atiil  mm^tm  wmiii 
ia  tlict  ha  portraja,  villi  iteAvto  MHioa,  tho  qulot  auhjoet*    Bo  rovotlad 
the  Ufa  Jin  iaatfaato  objacta.    Tho  aubjoct  «••  tho  all  iaportant  thing, 
HMO  hia  «^pnoitei  htaiwi  iOnoot  alofvoeopiio*    Ho  hao  taid  of  hla  agpntAt 
•liMB  I  paint,  X  tx7  to  otdJitart^  Awtgr  Siawai*«^ 

Bond  P«4e,  AMTlMB,  (1911-1960),  fait  that  it  nas  poasUflLo  to  aoo 
tax  of  hmmd^,  tB  «M  poroM*    Hia  fi«aroa  utro  teoadly  handlod  wi  latoiv 
pciMd  ia  nMiiTa  itisrthMa«    Iho  portrait  aoo  imptola  ili«i  the  vibration  tai 
«MlK  o^  hia  poSafring  oorroepawa»i  to  tho  vihratiaa  anl  ilgrthn  of  tho  per. 
mm  firan  tho  atructuro  that  iatagratlAl  hia, 

Kangr  Ntriow  yitiatara  h«pa  baeeae  Intoraataci  in  tho  fSgaro  aa  a  ranlt 
#f  WOla*  do  KooaiaK^a  of»»rto  vlth  tho  fjiguro  axi  abatraotion.    iOl  of  th«a 
havo  ateilaritioa  aad  yat  oa*  haa  painted  idth  hia  o«  izkiivlitua  ■jpioiii 
liaA  la  qhwrillMilotie  vith  tho  tamtioth  century.    Ihooo  palaNra  hMO 
•obitttod  thair  doaSxo  to  roeoaeilo  tho  fSitara  iMk  MMtraotiea* 


1  Barker,  jjQ*  si&,*9  P*  57» 
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te«  of  theet  pointers,  Richard  Ditbenfaorn  of  th«  Wtot  Cosst,  (1922-      ), 
hM  iMwd  dlr««taasa,  treadth  and  metaphor*  that  ha«  aaitt  his  plctur««  sworw 
m.:    Re  flr«t  b^an  with  UkaoMe.  th«  f«lt  ar«aal  wd  hwum  aort  deepd^ 
involved,    F3imU^  he  ehcadoMii  the  portrait's  reatralote  nd  beewe  involved 
with  a  ^paeiflB  attitude. 

A  kmm  insight  into  indlvldvel  tmA  gnap  yirtnm  aal  nfiMHm  fom  cdiib- 
Ittd  in  the  paiiKtlaga  of  Adolph  THifax,  Hew  York,  (18?5.       ),    Re  revealed  a 
••wr  faHlag  eenee  of  huiwr  aad  a  mtpmmt^ix^  rmpomm  to  the  t»gle.    txim 
trl*i  to  dimctise  the  llfiB  of  ht»  tirae,    it  was  appwtmA  that  at  IMm  said, 
•I  1D»  to  lAagr  with  geeturaa,"^  as  his  figures  eavwt  ahoist  aettog  out 
their  liftt  drna*    (Hate  HZ) 

■ail  BLsttrm,  Sew  Meadso.  (l8?5.       )#  reverted  to  the  cave  am  stjl* 
«8  he  QMl  9»bAlai  In  the  figure  fbr  his  lav  MaadMa  Indian  Dmoe  series, 
me  t«e  diwnsloaal  i|ipniit  «M  utiiiaed  to  aapr«ss  the  dynanie  aymetir 
desired* 

In  the  paintings  of  Warren  Brandt,  Horth  Carolina,  (1918-       ),  it  w« 
•99ir«st  that  he  vas  a  dsfindar  of  portrait  paJbotii^  as  a  ^It^i^Tine.    Re 
^»*U*»sd  that  a  portrait  entallei  not  only  captxjring  a  likansss  bit  diss 
«e«tiag  a  h^lievaiJLe  ftma  aodstlng  ia  i^iaoe,  a  torn  bassd  oa  a  aanlpulotlM 
of  plaass  mad  color  o<»ntraets» 

Lanty  Rivars,  Sew  Tork.  (1923-       )•  as  his  mmmr  to  the  problm  of 
liiat  to  put  around  the  figure,  hw  ^aoed  more  figures  or  parts,  in  his 
>«lntlng8.    Ktrmn  ibeased  stt«tiim  precisely  on  the  aost  aagisal  parts 
•f  the  huaaa  WM^oy.nsyes,  faeea.  hands,  as  the  prlaitive  artists  did, 
lotting  other  sreas  est  as  pnsBitss, 


^m^K,  f'^'^^.  jb^mmmAmmMmilkmm* p*  77. 
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imm  n^QamiL,  (1930*       ) »  of  lailaaa  tald  of  his  iqiproaoh,  "I  wrk 
In  a  rsthor  d«libtr«t«  iragr  to  nak»  plein  pictures  of  ths  fl«ur«»  sonstisM 
partlottlar  psopiU*  i&aoss  sad  objsois  «hldi  ar«  lisportant  md  Intsrsstlog 
to  «•** 

B^pbsil  Soyiert  Raw  York,  (18^*       }t  portragntd  fmO.  psopls  In  a 
ditrastflrlstlo  poss.    Rls  lovs  for  ths  tsnsnunt  dwiillsr  and  o.  fMling  f»r 
oooUnlasnt  on  the  part  of  his  fS^ure  has  pervaded  his  paintings* 

BifUwib  QrMM*  FiBiMVlvania,  ( 190^       } «  has  bean  one  of  tha  leading 
fSganM  in  a  raf?iat  iNCsinst  a  ptmif  sbstraet  aapproaA  in  figure  sad  loxU 
tsipsi    She  flgmre  has  tUmOj  mrfcad  its  «igr  back  into  his  vork  due  in 
INBFt  to  his  search  for  a  mwrs  to  express  the  nhalmmt  ef  lifoi  and  the 
ias^pvi&ability  of  aeih  and  splJrit*     (Plate  VIXX) 

WLUiiK  Paehnmr,  Florida,  (1915*       )•  has  portragred  the  figun  in 
the  pathos  of  war*    He  has  in  hia  paintings  vadMmrtd  to  show  neaningfUl 
Jeviih  life  and  the  riah  feeing  of  mstemity* 

Dsing  a  ounrilinesr  Mfkhod«  Wfltar  Qiiirt»  MinaMota,  (1915-       )•  has 
Asen  faees  of  fSgnree  siailaily  emnraiifMd  and  dravm.    The  flgtmn  ware 
•fcaMhiOjr  dxvan  vejireeihtliig  an  Si^prenptu  ai^xroadD, 

Itobiri  Ettflun.  (1913-195?)  t  used  big  ahapes  flattenad  for  soqiiasis 
with  the  figure*    His  negative  areas  mf  alMWB  to  be  laonge  sad  si»p(Le*    A 
bold  outline  has  iUuninated  the  features  and  has  givan  the  subjeet  a 
painted  on  look, 

this  seetino  on  the  Individualistie  ^iproacb  of  the  figure  oould  have 
goiM  on  sad  on*    Xhe  dhioioe  has  bean  a  difficult  ona,  as  evia  thou^  Htm 
sre  very  diversified,  still  nangr  staUarities  exist*    The 


^  Dorothy  G*  Seckler,  ^  ^  Aa«noa>  Winter  5^59 »  »*  2h^ 
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AUms^  has  bMC  aadt  io  choose  thoM  ^psxrotehes  likiA  mtm  to  HBlMMlar  tti« 
Idaa  that  th«  figtar*  in  «»8anc6  hss  mms^  (faoM** 

Thtt  flgnr*  has  bMn  us«d  almost  ccmsistently  siikM  the  c«v«a<n  bigaa 
to  qg^lsollze  nan's  efforts  eyi  y«t  th«  critli2  has  Krittttn,  spokm*  argoid 
nd  dl«i«l«d  th«t  th*  fifur*  In  the  Xaat  fmr  j9$r»  hu  bMooe  stUl  more 
important  to  the  jpidiater*    It  has  been  su^geetcd  Uict  the  painter  has  for* 
aakia  a  rore  fiszmal  ah^raet  ap^^troaiok  in  order  to  *retum*  to  the  figure* 

This  contrenrvMEr  b*>  «ju.iwaft>i  ft  greet  auMgr  vriters  and  critics  a 
diaim  for  rum  evaluation. 

fn  wumomis&  of  ntraaw  » tns  hqure 

T«»  ealkifaitlons  h€3.ci  in  Sew  York  recently,  *%•  Haw  £ucm  of  Naa*t 

and  *Reo«9Xt  Palntii^  0*8«A*i    The  Figiire"*,  point  uiiieelttaxtly  to  the  fact 

that  the  critic  vras  aaylnc  tliat  \h0  figure  was  beoooiag  atsve  mA  aore  iab. 

portant  to  the  preaaot  dagr  psixxter.    (Hate  XZH)    The  oolurmista*  aa  thagr 

diaoQSMdl  theoe  ahowa  pot  the  question  in  the  pulQ[Lio*8  lap  b(f  pointing  out 

the  vast  dlffnraneea  la  ^e  apisx>&dies  of  preseot  digr  artists  to  ^e  figure* 

Tw>  oeluulsts  hav«»  expressed  these  ilffering  visirs*    Dorothy  Adlow,  art 

critic  of  New  Torki  saUt 

"•••artists  no  longer  see  aan  ia  classic  teras*    Man  cannot 
aee  hi»Ma,f  aa  the  aeaaere  of  all  thlnga  in  the  claasieal  way,  but 
rather  as  a  jfreatly  disdniAed  viotiA  of  ovaniiailning  uireunataaoe* 
Sxiatentialiat  Ideas  have  aeaiaflhiiie  to  do  with  the  thinking  of  nany 
of  those  artists*     Itiat  they  try  to  fbcus  on  nan  in  natural,  and 
ttte  dianoea  are  that  noat  of  than  vill  oeotinue  to  evolve  pictorial 
a«henea  idth  nan  as  the  point  of  refar«see* "  ^ 

FalrfMld  BMrter,  srtiart  azxi  vrit«>r«  in  disouaaiag  the  "Recent  Paiotiac 


1  Oamthy  Adlov,  "Is  tho  FlgCBPe  lUitanilac*,  ]h^  Qn»iafe.4jM»  soiea«i 
-,  March  2,  1963,  p.  16.  ^^ 
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n.S«A«i    Thtt  Flgur*"  ahov  ssdbdi 

"Slnoe  painters  have  xwvar  stoppad  painting  the  figure »  aai 
sinee  the  e^dilbltlon  ahova  no  diange  on  the  part  of  particular 
paloiera  trom  a  noiwobjeetiTe  to  a  figuratlTO  atyle,  it  could  be 
Mdd  t«  repi'eemt  a  renemd  intereat  in  the  flgin>e  <m  the  part  of 
erltlea  and  ndlenoe  rather  than  among  palnter8.''1 


fhxm  a  oontroveray  beeaae  evident  as  differing  Tiewa  were  eoqireased* 
Ihe  eritle  had  found  a  trend  or  noramwit  helpful  in  eraluatlng  jpainting* 
liiereas  the  artist  was  reluctant  to  find  hitastaf  idmitlfied  as  a  part  of 
•  Wftmp  er  trend  if  this  ifould  make  hla  lees  individual. 

More  thought  was  given  this  question  as  the  University  of  Illinois « 
Urbana,  Illinois,  queried  their  soiiibitlng  artists  in  1961.    The  artists 
Wire  asked  to  empr—  theaselves  eonceming  the  *  return*  to  the  figure. 
The  qiaestion  asl^  wast 


"There  seaas  to  be  a  new  intereat  in  subject  matter  in  con- 
tanporary  Aneriean  painting  and  sculpture.    Bo  you  feel  that  works 
of  art  reflecting  the  mttinAy  formal  (or  non->represeatative) 
•Inenta  are  beeawlng  ovtaoded?    Do  you  aee  such  a  return  to  fig* 
urative  subject  witter*  or  do  you  aee  any  other  dianges  in  the  pros* 
ant  direetlons  of  ite«rieaa  artt"^ 

The  aasiiare  ware  varied,  sqbm  strongly  expreseed,  and  sons  in  doulA 

the  mesning  of  the  question.    Several  anseeni  eoqpressed  a  very 

parscwil  feding  tewd  the  sabjeet  and  would  se«i  to  be  rAevant  in  thia 

quMrt  ooneeming  the  actual  role  of  the  figure  and  the  *retum*  to  it. 

These  specific  quotes  ware  ohesan  beeattse  these  painters  tmd  to  work  with 

the  huBsn  figore  rather  than  just  the  figurative  image  and  they  do  represent 

a  varied  enstiment. 

Stuart  Danrlst     "A  call  has  bean  put  out  that  "The  Figure"  should 


^  Pairfiald  Borter,  ^Reeant  Painting  U.S.A. t    The  Figure*,  Art  in 
JMBlp    Vol.  1  •  1962,  p.  78. 

^Thenas  H.  Qarvar,  Contaaioerarj  inegleaa  Paiatiaa  jg^  geiAetoge,  p.  i* 
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b«  returzMd  to  art.    I  vill  be  ftrank  In  adaltttng  that  I  n«7«r  kiMv 
it  had  bMBaititt«i."1 

Lee  Qatohi     "Coxxtflinporary  trends  are  too  cerebral*  too  brutal, 
«al  at  time  saMAictle  vith  little  left  for  rejoicing  and  ccanuni. 
Mtlon*    I  m  enatttraKed  I7  the  "Sew  laagee"*^ 

Braee  CotMMrt     "I  eee  no  changes*    The  spirit  of  man  exists. 
It  is  a  lie  to  look  for  direotions.O 

lULFh  S.  Du  Casset     *It  is  not  the  ftinction  of  the  artist  to 
ereate  tiie  trends  of  anor  period  of  painting,    niis  toaation  belongs 
to  the  historian  and  the  eritie.    If  an  artist  artifically  arriyes 
at  anr  particular  surface  appearanee,  he  haa  destroyed  real  oreativ* 
itj*^ 

Peter  Qrij^t     "...as  for  returning  to  the  figurative*  I  don*t 
Mliaive  that  yen  *retum*  to  anything.    The  figurative  haa  alwagrs 
bean  present  even  in  agr  aost  abatraot  vork.  "5 

Biohard  Raines  i     "The  new  interest  in  subject  matter  bgr  "Uobot 
eente^perary  artiats  does  not  in  ay  opinion*  either  outaode  the  non* 
objective  point  of  view  or  herald  the  retxim  to  atudio  still  life. 
Rather  Z  think*  the  artiat  feela  the  need  of  a  broader  field  of 
ea«&«ration  and  imatHulMBtlaa**^ 

Ricbari  Dlebenkomt     *Tour  questiena  eonoem  groupe  of  artist* 
and  their  changing  attitudea*  which  Z  take  for  granted  aal  abost 
liiiA  Z*B  not  very  interested.    What  interests  me  is  that  a  few 
strong  paintera  are  at  work  aone  of  liion*  Inoldentally*  will  renain 
*aoa-repr*aentative*  while  others  will  •return*  •*? 

Brooe  Curriet     "Hy  painting  oontinaea  to  be  of  the  sabjeota 
tlMft  nalee  vp  ay  paraenal  worl4."® 

Rana  Hofiuuant     "Srwy  figurative  attempt  in  the  visuA  arts  is 
positively  to  be  oondeaned  Whan  made  without  oonsideration  of  the 
vadffdyiag  aeathetio  principle  of  abstraction*  beoause  audh  aortal 
MiCUcnoo  will  aeooaaarily  leed  to  uninapired*  initativ*  and 
»idwiia  ltanu(U«a««9 


p.  ^. 

p.  ^, 

p.  55» 

p.  63. 

P»  72. 

p.  7*t. 

p.  91. 

p.  111. 

•  p.  116. 


Bttrold  ToTlflht  "I  do  not  vlah  to  be  surly  about  it,  but  Z 
donH  fML  the  interest  is  enetly  'new*.  A  greet  mnj  artiett 
hiEftt  been  dealing  with  subjeot  matter  untiringly.  "1 

Arthur  Osvert     "Is  thia  new  interest  (in  figurative  subject 
M(tt«r)  eoBiing  fron  the  artist  or  fron  auseuEis,  oritios  and  coUeo* 
ten?    H«aa*t  figuration  bean  at  the  pttty  aCLl  along  and  is  only 
now  being  asked  to  daice?*'^ 

HilLlip  Bvergeodt     "Ihe  new  interMt  in  subject  matter  has 
bean  ^Ing  on  for  a  long  long  time.    In  faet  it  has  been  always 
g4^ag  ea  and  it  always  wJUJL  go  on  so  Irag  as  nan  exiats  as  nan 
and  acrt  toae  other  anthn^id  type  of  being*  **? 

Ltndy  Siegriesti     *Z  do  feel  there  is  a  nsw  intermit  in  sub* 
jeet  natter  In  oentaiqporsry  Amndean  Art  today*  •  •  Bat  I  do  not 
see  an  sod  to  non-reprMaotatianal  art  altc^ether*  rsther  en  liv* 
teresting  marriage  of  the  two**'^ 

Paul  iftoonart     "I  use  reeegnlsable  subjeot  natter  beeanse  Z 
an  interested  in  looking  st  'things'  aroimd  ne,  and  bsMMM  psofkU 
and  objeets  seva  to  ne  noare  qteeifis  terns  filth  liiUh  Ut  pA  dWBi 
the  kind  of  things  I  hare  to  say  about  the  world  and  about  nysalf*'* 


Ihsu  psintera  aupi'ssseJ  the  idea  in  essanae  that  they  paint  as  thagr 
tea  and  this  feeiiog  has  led  than  to  the  figure  mr  again  it  has  led  th«i 
SHSy  Aran  the  figure*    The  iAm»  ta^pfmtmi.  the  point  very  stnmgly  that  m 
srtist  resonts  any  grooping  and  vesOLd  rather  insist  on  being  thought  in* 
dlTldual  in  all  rsqpeets  ^peeifically  in  ohoice  of  motif.    Ihe  artists 
questinosd  felt  also  that  this  type  of  quMtlon  was  for  a  oritio  or  historian 
to  atunnr  and  as  Sidisrd  Diebankom  so  sprtly  put  it,  "lour  qnsetlsns  ooncem 
grsops  of  artists  and  their  dianglng  attitudes  whlflb  I  take  for  granted  and 
about  ittiofa  I'm  not  Tory  interested*"^    Others  felt  that  this  was  indeed  m 
•l^ortunity  to  elsrify  their  feeling  concerning  thia  question* 


^.  p.  1^7. 
I.,  p.  1^* 

i.,  p.  160* 
L*»  p.  195. 
U,  p.  208* 
[••  P*  91* 


fii«  tmntierth  caitury  palntar  thus  showed  again  his  desire  to  apptomA 
hit  aotif  In  an  lndlvidaali«tie  aannar  and  thsct  the  figure  hM  teta  mad 
will  be  a  stnmg  motivating  eloaeat* 

frm  this  ttiady«  It  hac  bean  detenatned  that  ilien  man  vanted  to  depiet 
hie  love  for  ritual,  (cs7«aan)t  love  for  kings  and  love  of  life  after  death, 
(Sonptian) ,  love  of  present  life,  (Renaieeanoe) ,  love  for  fftlloir  man,  (Qogrs 
and  Daoaier) ,  love  for  oolor,  (Roooir  and  Dagaa),  love  for  design,  (Cesanoe 
and  Qauguin) ,  and  finally  love  of  individualiam,  (Pie«eeo«OiehaDkorn} ,  it 
WW  the  human  figure  that  be  ohoMi  M  hie  notif* 

Ihe  figure  has  stood  for  pride,  hate,  love  and  self-ixientifioation  in 
thMS  enotioos*    'the  painter  coiad  tell  a  story,  rti.tase  his  snot  ions,  find 
forgiveoess  and  direct  sexnoas  to  his  fellow  man  aU  tbrcrai^  his  use  of  the 
flgttre* 

the  tiMHtieth  century  artist  has  found  additionSl  Meaning  in  the  figure. 
He  has  painted  figures  alfiote,  in  twos,  in  groups,  ecstatically,  morbidly 
and  liadiffenntly.    He  has  asde  man  powerful,  veak,  to  be  pitied  and  to  be 
loved  and  at  the  saae  tjae  ideotified  himself  with  his  subject. 

Sagardlns  of  the  critics*  stat— tati  eooeeming  s  return  to  ths  figurs, 
it  has  been  evident  that  the  painter  has  bsen  sod  will  oontinus  to  use  the 
figure  In  painting  as  s  eeoatcting  link  bstvaen  his  world  and  himsdf* 
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OratejTtil  aekno«!L«ilKi&«nt  is  nade  to  Dr*  John  F«  Hdm,  Jr*  of  tho 
DtpartaMRt  of  Archlteoturo  ami  JOllod  Arts*  for  his  InrAuabLo  sMlstanM 
in  th«  poraiiaration  of  this  thMis* 
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Apollonia,  ttatro,  and  othtrs*    ||lIllttJSf^    Imr  lorkt    WMhlnfton  Sqtuor* 
PtMt,  1962* 

r«rsity  of  Ilatraska  PrMt»  1959* 

Baor,  John  I.  H.    |fl[  id  ia  iMClfii*    >•«  Torki    Iot  Xork  Ora;iiie  Sooiaty, 
1957. 

'  Mast  ia  AMtmUfli*  >*»'  ^^^^t  Kawiuitn  co. ,  1958. 
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Sw  lork  (kn«hlc  Soelaty,  1961. 
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Boaok,  WULllan  and  Ja^M  Sabartaa.    £iA||M,k    law  lorki    Hanr  H,  Abrma, 

InO.,    1961.  ""mmmmr 

Caaaday,  John.    Wfti^y|p|  ^^  Wodarn  Art,    Raw  lorkt    SImb  and  Shuatar, 
195?. 

ChlMDr»  Shaldoiu    2&t  2^80:  fi£  Iffldm  4ltui    l«v  Torkt    Viking  Praac,  1956, 

Coaiita«  Robart  M*    Mtar  finick*    H«v  Torkt    The  American  Padaration  of 
Arta,  I960.  ^  — * 

DHMhua,  Kaith.    Win»«  PM|mM*»    law  Torkt    The  Anarioan  Fadarstion  of 
Arta,  i960.  — * 

Dorival,  Barnard.    JQ^  itfiyia  ffJlUVtTff-    Kaw  Torkt    Univeraa  Booka,  Ino, , 
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Oardaar,  Helan.    M  ll^lHilfc  *^*  Agas.    Haw  Torkt    Harcourt.  Braaa  nd  Co*. 
Qaldaahaldar,  Ludwlg,    2ltt  pM"^^"^*  of  n±AAaagAo.    Lonlont    Harriaon 


Offitgrieh,  £•  R,    Iha  Storv  of  Art.    Haw  Torkt    Jhaidon  Publiahara,  Inc., 
195K 

Raaa,  Ihoiaae  B.    wn*«  ^^  ffftnlllf    ^^v  ^o'^*    Qaorga  &«siller.  Inc.,  1959. 
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PMrwn,  Ralph  M.    Qm  msmm  BmaAMUBM  la  /lamrl^m  Art.    Hew  Xorkt 

Pra«K«r,  Fradarlok  A,    |^  SttSiM  HJaiory  ££  Kclorn  Painting.    H«v  Tork, 
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KotartMB,  Martin.    Orf^  WSUUL*    >**  Torki    Skira  Ino. ,  1959« 

8«iria«r»  Dorothy  0.    "BNiror  over  Flgar«",  ^g^  ^  iMCfatt*    ^**'  ^orkt    Art 

in  Amerloa  Corp.,  1?6l« 

Vaisa,  Wdtar  A*    Ha^aart  Kanfftean.    Haw  Torkt    Wittoibom  Art  Books,  1961  • 
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tSE  ISnnt  SB  FAnTZK 


fU  A.,  Kms«8  stst«  iteiviartity 
of  A(riQxatur«  and  Apgplitd  seinM,  1958 


M  tmtRkCS  OF  A  HASTRtS  fMOB 
mMbtUil  la  partial  ^afUlment  of  th« 
MfdMMiifts  £<»>  the  dagrM 
MSmOPASTS 

Dapartaunt  of  Architoeiure  and  AUiad  Aria 


Kan«8  atistn  laxviRsiTr 
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The  figure  from  th«  tisM  of  the  osraun  nd  the  beginninge  of  «yMb^tijHi 
hM  \mm  «Mid  to  oomttnloete  nan's  joys  and  frustrations.    The  aombctlie 
figure  mm  develiqMd  in  an  effort  to  pass  on  the  rituals  and  eereaooies  of 
the  early  peoples*    Ihe  scientific  figure  e«M  in  answer  to  iaaa*8  quest  for 
knowledge  as  the  huiaan  body  itself  h&oatm  a  prlne  objective  in  the  dMire 
%%  iMlerst«Qd  Ood's  voAd^    To  portray  the  hman  body  beeanw  m  mA  in  it- 
self Kith  its  glorificaticm  as  the  prime  aotif •    Coupled  vlth  this  scientifle 
■nproach  the  effort  to  eanmaioate  aanti  love  for  Qod  and  his  fallov  nan 
residted  in  a  flattened  inage  vith  iadividtLal  charaoteristies  MttaMnrged  in 
an  effbrt  to  ^orify  only  one  Qod*    MiXb.  this  new  inbeirest  in  tarotherly 
love*  a  yeaxning  £ar  soeidl  equality  led  to  painting  Which  pointed  toimrd 
the  gross  inequality  and  evil  ooaaseqiMsiees  of  vsr*    The  figure  in  all  these 
efforts  beoane  the  best  neans  to  portray  li^at  nan  feels  and  -Nhst  effect 
society  has  vpon  naats  socdL*    This  figure  of  soeidL  slgnifleaDee  ««s  repre- 
sented )|r  «  universal  inage  eoqpressiag  eeneem  for  all  htmanity* 

Vhen  painting  beeane  an  end  in  itself  and  coneeived  to  beoono  a  revela* 
tioQ  of  the  artist's  individual  feelings  design  took  proeodanee*    In  this 
oaneem  for  design*  the  figure  did  not  lemre  the  herisoit  it  nerely  took 
lit  ffUoe  as  a  jrtae  notif  for  orgaoio  design*    Ihe  fSgoro  mst  cm  occasion 
diaseotodt  distorted,  viewed  only  in  sections  awl  in  sens  1ns1i>snoes  beaie 
aSiHMit  oo^4.«tily  InvisibLe*    All  the  i<iile,  the  figure  remained  as  the 
sirttetiirtfl  Itaaaaiaction  of  the  painting* 

Man's  aoMiar  to  a  oontinoing  search  for  aero  expression  and  less  awpsrwit 
Sasge  did  t»  a  tine  i^pear  to  leave  the  figurative  Inage  and  began  the  ex* 
piloaratlim  of  a  purely  fozwal  nature*    ISie  figare  «ss  at  this  tigm  still  a 
source  of  basis  refareoM  aad  boi^  to  energe  alnest  ianediaieilj  as  the 
psinter  realised  its  versctility. 


^ 


In  rsiptet  to  the  critics*  staUnents  concerning  the  ^ppsrvst  r«rargene« 
of  interest  in  the  flgttre«  it  h»  been  learned  that  even  thou^  aoae  painters 
ai>parflntly  favor  a  (return*  there  are  others  ^o  feel  that  the  fi^^ire  has 
hma  in  favor  all  along*    Ihe  fesling  that  has  prevailed  most  consistently 
is  that  both  a  figurative  ^jproMh  and  one  of  pure  fonuOiSM  ean  be  valid 
and  neoessarjr*    The  tw  apiaroeahes  oould  oo-eadst  aoA  hmn  been  dojyag  so 
evm  thott^  this  fast  haa  not  bean  pfublieiaed  eoctanaively  until  recently* 

The  conclusion  of  this  study  has  been  that  the  figure  as  a  aetif  has 
bean  used  oomdatently  dom  through  the  ages  in  various  i^proaabes  and  it 
has  rvHsiaad  a  dosdnant  one  taiay.    VSiethor  the  painter  wqnressed  his  feAlngs 
in  sgpaboliant  realism,  soeiai  nessagiss  or  all  of  the  various  ajqproadiest  in 
no  other  namar  has  the  painter  ssid  so  nmoh  about  his  life,  his  loves  and 
his  reaotion  to  his  enviroanant.    This  essentially,  vas  and  is  the 
Cw  painting* 


I 


